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The titles of theatrical films reveal certain patterns. The study of titles brings together problems of language, representation, and meaning as they apply to an aspect of products of human imaginative creativity. The titles of primarily creative or entertaining (as opposed to informative) works are not required to indicate directly the contents of the works they name, but they must contain some kind of information that can be analyzed and contextualized.
Recent years have brought us
Titles are kinds of names, and thus the theory of names ought to comprehend titles. Zelinsky (2002) includes titles of artistic creations in his taxonomy of names, but earlier, more fully developed discussions of the theory of names (Algeo 1973; Pulgram 1951) do not mention them; nor does Nuessel (1992) cover titles in his book-length review of onomastic studies. The study of titles has developed independently from the study of names, and has been dominated mainly by literary scholars and art "feature films, probably more than any other influence, have formed public impressions of places never visited in person."
New York and the Movies
It cannot be a coincidence that New York and its iconic places are a recurring theme in titles. With few exceptions, film titles, like slogans (cf. Lagerwerf 2002) , are extremely concise expressions, containing a few words to convey the subject matter or "essence" of a film in order to create some kind of intrigue and to persuade potential audience members to view it.
The reason most film titles are short is that such titles are more powerful, and more likely to stick in the memory than long titles. Kellman (1975, 166 ) has commented about titles that "the more shrunken they are, the more effectively they function as New York City has been a theme in motion pictures even before film was used as a narrative medium, and the pattern of capitalizing on the city's glamour, panache, or romance through 6 titles started before the advent of feature-length silent films.
Rather than fading away after an initial fluorescence, the trend continued. Once certain early titles, such as Broadway Rose (1922) , became established cinematic landmarks, they could be recycled and quoted in later titles, such as Broadway Danny Rose (1991) .
As a cultural icon and emblem, New York City is part of what may be called America's "mythology." Many myths of American culture, such as Horatio Alger's archetypal "rags to riches" stories, take place in New York. Historian Thomas Bender (2002) has described the city's resonance as a city of movement and street life; a center of culture and power; a "center of difference"; a center of modernity in thought, fashion, and architecture; a place whose ethos is captured in a "skyline"; and a cosmopolitan world center, not just a center for the United
States. As such, its cultural meaning transcends that of "America," even as it both exemplifies and in no small measure created "America." The city's density and compactness make it especially suitable to cinematic portrayal. These qualities also create a claustrophobic environment that can make the city a pressure cooker, contributing to the personality traits associated with the stereotypical New Yorker: snobbery, neurosis, street smarts, outward toughness and assertiveness (if not downright rudeness), a fast pace of speech, and a belief that New York is the center of the universe. In the popular imagination and in cultural iconography, New York, with its compressed, crowded spaces, is the dialectical antithesis of the West, with its open spaces.
Cinematic Representations of Imaginary Cityscapes
The portrayal of New York in motion pictures is a prime example of what Welchman (1997, 28) calls "imaginary geography."
Cities are places in the mind. People's mental images of cities combine memories and fantasies, and often the memories originate in the watching of movies. The drama of the city is a mainstay of cinema, providing iconic images that furnish the mental landscape with internalized landmarks, routes, and vistas. New York's imaginary geography is particularly well-embedded, since the city is persistently and abundantly portrayed in film.
In his book Imagining the Modern City (1999), Donald considers "the city" a category of thought and experience. The ethos of the city as a place of anonymity, impersonality, and even heartlessness (McArthur 1997, 29) has consequences in loneliness, alienation, and social disorder. At the same time, the city is steeped in narratives about success and excitement.
Unlike the small community, where people know each other personally and family histories are known to all inhabitants, the urban encounter is with strangers. In the absence of a social bond, the urban stranger may treat you brusquely and impersonally. But he could change your life. The encounter with a stranger, so typical of city life (especially as portrayed in film), is full of possibilities that can lead to adventure and perhaps romance, or to exploitation and potentially violence or doom. These themes are common tropes in the urban film narrative.
Another theme discussed by Donald is that of the urban man as a flâneur, a sophisticated, well-dressed "man about town" who strolls the city streets. The perspective on cities in literature and film is characteristically that of the pedestrian.
In contrast to the modern-thinking urbanite, the person from the small town is naïve and tradition-bound. But perhaps this description of the dichotomy is stacked in favor of the city person. McArthur (1997, 23) presents the opposition between the metropolis and the small town as portrayed in classic films as one of hypocrisy versus honesty, cash relations versus human relations, individual versus community, and excess versus modesty. The sophisticated man about town could be a con man, or Brooklyn's presence in so many movie titles is noteworthy given that it is an outer borough. Perhaps this is due to the fact that a large number of Americans trace their ancestry through Brooklyn, which was a self-sufficient city on a par with Singer (2003, 53) comments that people in Brooklyn are depicted in cinema as "struggling, déclassé, [and] entrapped by the social order of the immediate milieu, the neighborhood." By contrast, "many contemporary films set in Manhattan depict a class-based social milieu of privilege and purpose" (Singer 2003, 52) . In movies,
protagonists from outer boroughs yearn to leave their parochial neighborhoods for the big city-a classic example being Tony Manero in John Badham's Saturday Night Fever (1977) . But according to urban anthropologist Roger Sanjek (1998), residents of New York's working and lower-middle class neighborhoods in the outer boroughs generally prefer to move not to the central city but to the suburbs as they gain a foothold on middle class life.
Those who gravitate to Manhattan to live are more frequently upwardly mobile suburbanites, out-of-towners, and members of "a segment of global elites from other countries" (Sanjek 1998, 35 conditions, but as the Bowery Boys they were no longer good kids gone bad, even though they still "engaged in raucous horseplay" while hanging out on the sidewalk. On the contrary, "they would somehow manage to save an orphanage or accomplish some other worthy deed" (Sanders 2001, 168 (2000) has pointed out that culture and language are skewed heavily toward the positive even though life itself presents (at best) an even balance of positive and negative.
For example, "happy" occurs almost three times more often than "sad" in American written texts. "Good" outnumbers "bad" by almost six to one, and "beautiful" more than "ugly" by the same margin. Even when people mention positive and negative words together, they
give top billing to the brighter side of life . . .
[as in such phrases as] "happy and sad," "good and bad," "rich and poor," "life and death," and "sweet and sour." (Kelly 2000, 4) In light of these observations, the predominance of negative as opposed to positive tones in New York movie titles is striking. Seventeen titles (4.3 percent) use negative words, compared to ten (2.5 percent) using positive words.
Positive titles use words like Love, Gold, Happy, Darling, Heroes, Champs, Pride, and Romance. A Great Day in Harlem (1994) is obviously a positive title, and Rainbow over Broadway (1933) can also be considered positive, because rainbows have fortuitous (Caldwell, 2005, 232-239) . The nocturnal theme also plausibly extends to most of the 15 titles referring to music and dance (e.g., Harlem Aria [1999] , El Tango en Broadway [1934] ), since the performance of these arts take place mainly at night.
References to literature, found in 10 titles (e.g., Brighton
Beach Memoirs [1986] York's appeal in movies-or at least their titles-peaked and began to recede. In the late 1950s, the nadir of New York's popularity in film titles coincided not only with the decline of several major studios which had previously exerted vast control over the motion picture industry, but also with the decline in popularity of both the musical and film noir genres (Lev 2003, 216-255) , genres intimately linked to the representation of the city in film (Christopher 1997; McArthur 1997 Endnotes 1 Degler (1975) and Tarpley (1985) both conducted systematic studies and found more titles naming Paris than any other city, including New York. By contrast, Halliwell's (1986) essay, though drawing on the author's encyclopedic knowledge of film history, is unsystematic, and cannot be considered more than offthe-cuff. But perhaps he recognized that not just the whole city of New York but its various parts and locations figured in many titles.
their titles but because they did not meet length and theatrical release criteria.
4 Allen (1993a Allen ( , 1993b does not mention the expression, but the term appears to refer to Sherman Square, a traffic island at Broadway and West 74 th Street, described as "a small public area with benches, bushes, etc., where drug addicts are known to gather" (Leiter 1997, 646 
